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The School of Music at Boston University, founded in 1873, combines the depth, intensity 
and intimacy of conservatory training with a broadly based, traditional liberal arts educa-
tion. The School enriches its programs with a wide range of electives that are offered 
through the other schools and colleges within the university. The Music School of approx-
imately 500 students are pursuing undergraduate and graduate degrees, certificates 
opera, performance diplomas and artist diplomas, in a variety of majors that reach 1. 
performance, theory and composition, musicology, music education, collaborative piano, 
orchestral and choral conducting, to historical performance. 
Alumni of the School of Music are contributing significantly to the musical culture of the 
United States and the world, and can be found in positions with the Boston Symphony 
Orchestra, New York Philharmonic, Chicago Symphony, Philadelphia Orchestra, 
Minnesota Symphony, Singapore Symphony, Metropolitan Opera, New York City Opera, 
Lyric Opera of Chicago, San Francisco Opera, Houston Grand Opera, Paris Opera and 
Munich Opera. Alumni can also be found in faculty positions at New England 
Conservatory, Wellesley College, Duke University, Brandeis University, University of 
Oklahoma, Cornell University, University of Missouri, Beijing Conservatory, University of 
North Carolina-Greensboro, and Harvard University, among others. Musical organiza-
tions that form the heart of cultural life in Boston, including Handel & Haydn Society, 
Boston Baroque, Boston Lyric Opera, Cantata Singers & Ensemble, Boston Musica Viva, 
Collage New Music, Emmanuel Music and Opera Boston, also enjoy th~ presence of 
many Boston University School of Music alumni within-their ranks. 
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Introitus: Requiem and Kyrie 
Dies Irae 
Quid sum miser 
Rex tremendae 
Quaerens me 
Lacrimosa 
Offertorium: Domine Jesu Christe 
Hos ti as 
Sanctus 
Agnus Dei 
This concert will be presented without an intermission. 
Symphony Hall rules prohibit the use of all 
cell phones, pagers, cameras and recording devices. 
Thank you for your cooperation. 
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TEXTS AND TRANSLATIONS 
Requiem and Kyrie 
Introit 
Requiem aeternam dona eis, Domine; 
et lux perpetua luceat eis. 
Te decet hymnus Deus in Sion, 
et tibi redetur 
votum in Jerusalem: 
exaudi orationem mearn, 
ad te omnis caro veniet. 
K yrie eleison. 
Christe eleison. 
K yrie eleison. 
Dies irae 
Dies irae, dies ilia, 
solvet saeclum in favilla: 
Teste David cum Sibylla. 
Quantus tremor est futurus, 
quando judex est venturus, 
cuncta stricte discussurus! 
Tuba mirum spargens sonum 
per sepulchra regionum, 
coget omnes ante thronum. 
Mors stupebit et natura, 
cum resurget creatura, 
judicanti responsura. 
Liber scriptus proferetur, 
in quo totum continetur, 
unde mundus judicetur. 
Judex ergo cum sedebit, 
quid-quid latet apparebit: 
nil inultum remanebit. 
Quid sum miser 
Quid sum miser tune dicturus? 
Quern patronum rogaturus? 
Cum vix justus sit securus. 
Recordare Jesu pie, 
quod sum causa tuae viae, 
ne me perdas ilia die. 
Oro supplex et acclinis, 
cor contritum quasi cinis: 
Gere curam mei finis. 
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Grant them eternal rest, 0 Lord, 
and let perpetual light shine upon them. 
A hymn befits thee, 0 God in Zion, 
and to thee a vow shall be fulfilled 
in Jerusalem. 
Hear my prayer, 
for unto thee all flesh shall come. 
Lord, have mercy. 
Christ, have mercy. 
Lord, have mercy. 
Day of wrath, that day 
shall dissolve the world into embers, 
as David prophesied with the Sibyl. 
How great the trembling will be 
when the judge shall come, 
the rigorous investigator of all things! 
The trumpet, spreading its wondrous sound 
through the tombs of every land, 
will summon all before the throne. 
Death shall be stunned, likewise nature, 
when all creation shall rise again 
to answer the One judging. 
A written book will be brought forth, 
in which all shall be contained, 
And from which the world shall be judged. 
When, thetefore, the Judge is seated, 
whatever lies hidden shall be revealed, 
no wrong shall remain unpunished. 
What then am I, poor wretch, going to say? 
Which protector shall I ask for, 
when even the just are scarcely secure? 
Remember, merciful Jesus, 
that I am the cause of your sojourn; 
do not cast me out on that day. 
I pray, suppliant and kneeling, 
my heart contrite as if it were ashes: 
protect me in my final hour. 
Rex tremendae 
Rex tremendae majestatis, 
qui salvandos salva gratis, 
salva me fons pietatis. 
Recordare Jesu pie, 
quod sum causa tuae viae, 
ne me perdas ilia die. 
Confutatis maledictis, 
f!ammis acribus addictis, 
voca me et de profundo lacu! 
Libera me de ore leonis, 
ne cadant in obscurum. 
Quaerens me 
Quaerens me, sedisti lassus: 
,,·· misti crucem passus: 
' · s labor non sit cassus. 
Juste judex ultionis, 
donum fac remissionis, 
ante diem rationis. 
Ingemisco, tamquam reus: 
supplicanti parce Deus. 
Preces meae non sunt dignae: 
Qui Mariam absolvisti, 
et latronum exaudisti, 
mihi quoque spem dedisti. 
Inter oves locum praesta, 
et ab haedis me sequestra, 
statuens in parte dextra. 
Lacrymosa 
Lacrymosa dies illa, 
qua resurget ex favilla, 
judicandus homo reus. 
Pie Jesu Domine 
dona eis requiem. 
Offertorium 
Domine Jesu Christe, Rex gloriae, 
libera animas omnium fidelium defunctorum 
de poenis inferni et de profundo lacu: 
libera eas et sanctus Michael 
signifer repraesentet eas in lucem sanctam: 
01 m olim Abrahae promisisti, 
ini ejus. 
King of terrifying majesty, 
who freely saves the saved: 
Save me, fount of pity. 
Remember, merciful Jesus, 
that I am the cause of your sojourn; 
do not cast me out on that day. 
When the accursed are confounded, 
consigned to the fierce flames: 
Call me away from the deep pit! 
Deliver me from the mouth of the lion 
and from the fall into darkness. 
Seeking me, you sat down weary; 
having suffered the Cross, you redeemed me. 
May such great labor not be in vain. 
Just Judge of vengeance, 
grant the gift of remission 
Before the day of reckoning. 
I groan, like one who is guilty; 
Spare thy supplicant, 0 God. 
My prayers are not worthy, 
you who absolved Mary 
and heeded the thief, 
have also given hope to me. 
Grant me a favored place among thy sheep, 
and separate me from the goats, 
Placing me at thy right hand. 
0 how tearful that day, 
on which the guilty shall rise 
from the embers to be judged. 
Merciful Lord Jesus, 
grant them rest. 
Lord Jesus Christ, King of Glory, 
5 
liberate the souls of all the faithful departed 
from the pains of hell and the deep pit; 
But let Michael, the holy standard-bearer, 
bring them into the holy light, 
which once thou promised to 
Abraham and his seed. 
Hostias 
Hostias et preces tibi, 
Domini, laudis offerimus, 
tu suscipe pro animabus illis 
quarum hodie memoriam facimus. 
Sanctus 
Sanctus, Sanctus, Sanctus, 
Dominus Deus Sabaoth. 
Pleni sunt caeli et terra gloria tua. 
Hosanna in excelsis. 
Agnus Dei 
Agnus Dei, 
qui tollis peccata mundi, 
dona eis requiem. 
Agnus Dei, 
qui tollis peccata mundi, 
dona eis requiem. 
Agnus Dei, 
qui tollis peccata mundi, 
dona eis requiem sempiternam. 
Requiem aeternam dona eis, Domine; 
et lux perpetua luceat eis. 
Te decet hymnus Deus in Sion, 
et hbi redetur 
votum in Jerusalem: 
exaudi orahonem meam, 
ad te omnis caro veniet. 
Amen. 
Sacrifices and prayers of praise, 
0 Lord, we offer thee. 
Receive them, on behalf of those souls 
we commemorate this day. 
Holy, Holy, Holy 
Lord God of Hosts. 
Heaven and earth are full of thy glory. 
Hosanna in the highest. 
Lamb of God, 
who takes away the sins of the world, 
grant them rest. 
Lamb of God, 
who takes away the sins of the world, 
grant them rest. 
Lamb of God, 
who takes away the sins of the world, 
grant them everlasting rest. 
Grant them eternal rest, 0 Lord, 
and let perpetual light shine upon them. 
A hymn befits thee, 0 God in Zion, 
and to thee a vow shall be fulfilled 
in Jerusalem. 
Hear my prayer, 
for unto thee all flesh shall come. 
Amen. 
-· 
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PROGRAM NOTES 
HECTOR BERLIOZ (1803-1869) 
Requiem, op. 5 
Hector Berlioz may have been the most colorful composer of 
all time, and certainly held the title of most flamboyant of the 
19th century. Program notes about his music almost always 
end up being more about him than about his music - or else 
they concern themselves more with the ideas behind the 
music than about the aesthetic effectiveness of the music 
itself. This happens because he created major works so strik-
ing, so unusual, so long, so complex, so full of impressive 
effects that they tend to intimidate any annotator. And I 
r confess that this set of notes follows in this long-lived, if 
i le tradition. When I studied the score anew to prepare 
these notes, I found myself overwhelmed by so many details that I nearly (but not 
quite) gave up trying to deal with them. 
Chinese philosophy has asserted that birth, death and the vicissitudes of life all 
come in their proper season and must be accepted as the will of the universe. 
Western philosophers and historians have not been so sure about this, what with 
all the violence that seems to come suddenly, unexpectedly, and to so many inno-
cent people undeserving of the unhappy results this always brings in its wake. 
The French Revolution in the last decade of the 18th century, and its aftermath, 
accurately known as the reign of terror, may be the classic example of this sort of 
untimely catastrophe. Many 20th century commentators, to the contrary, claim 
that the revolution's horrors came at exactly the seasonal time that had been grad-
ually but surely precipitated by the criminally insensitive and unnecessarily cruel 
behavior of the French nobility towards the peasants, the city dwellers, the very 
common people upon whom their society depended. A relevant and obliquely 
contrary position has been asserted by the great humanitarian and Berlioz biogra-
pher Jacques Barzun, who wrote that the French Revolution began a process that 
continues to our own time and will go on so long as human society remains in a 
crisis of deep fundamental disagreement about cultural, religious and political 
values. Most of us would agree with that assessment, given the recent disasters 
that have come home to us since 2001. 
French men and women in 1830 looked back on the events that created their 
republic with a mixture of shame, guilt, horror and disappointment; most 
rP lved that the ideals of 1789 needed to be rekindled and this time successfully 
' ved. To attain that end they rose once again in a revolt that, unfortunately 
-for the perpetrators, would be quickly and decisively crushed by the reigning 
government, and in t11e bloodiest possible way. Seven years after this event, a 
radically altered form of government, sympathetic to the 1830 revolt, decided to 
glorify and memorialize it. The newly appointed Minister of Fine Arts thus com-
missioned Berlioz to write a Requiem for those who died in 1830. Some equivocal 
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documentary evidence suggests that the composer, from the outset, viewed his work 
as a memorial to all those who perished, not only in 1830, but in all the political 
struggles in France since 1789, including the Napoleonic wars. 
Even Berlioz's detractors viewed him as the most qualified composer to attempt such 
an important socio-political work, for he had more vivid experiences in dealing with 
huge choruses and orchestras than any of his contemporaries. While his great adve r-
sary Luigi Cherubini competed for the commission, the Italian's recently composed 
Requiem would be rightly seen as insufficiently grand for the occasion. Berlioz took a 
great risk in accepting the job however, for the anniversary celebration on July 28, 
1837 would be scheduled to take place in a mere three months. Berlioz had old 
music he could reclaim, for he had saved several movements from an unused Mass of 
1825, an unfinished opera-oratorio about Judgment Day, and of other unfinished 
works; he would rework and expand these ideas, add enormous amounts of fresh 
material, and integrate it all at a breakneck pace. 
Then-at the very last moment, the government cancelled the commission. iri-
ated composer had spent his own money on the project and now had no way to get it 
repaid. In October of 1837, however, an important French victory in Algeria cost the 
life of its commanding general; to gratefully and grandly commemorate his life, the 
government, after prodding from Berlioz's allies, renewed the commission, employ-
ing Berlioz's previously ordered piece for yet another purpose. To get the Requiem 
performed, the composer unhappily had to accept the official services of another of 
his poisonously inimical rivals, Francois Habaneck, as conductor. On December 5, 
despite errors in cuing and tempo control by Habaneck, the long awaited church 
service took place with signal success, though the audience would not, of course, be 
allowed to applaud. By January of 1838, the composer had paid his debts and come 
away with more profit and prestige from this work than from any preceding effort. 
The premiere took place in the Chapel of Saint Louis at the Invalides, a huge domed 
cruciform building with vast expanses in each of the four directions outward from its 
center. The acoustics of the building would have presented special problems had it 
been empty. But when one takes into account the mnnerous military corps surround-
ing the coffin, the congregation of untold hundreds and the many incense boats and 
the thousands of candles in the dark hall, the sonority of the Requiem had to be 
adjusted to fit the situation, and so Berlioz demanded, and after fighting authorities 
obtained 190 instrumentalists and 210 singers, with extra brass and timpani in the 
east, west, north and south comers of the nave for the Tuba mirum. The assembled 
congregation would not be able to see all these forces in that gloomy shell of a 
building with all its windows covered with black drapes, but it would hear them, 
though not oppressively. Only the Tuba mirum portion of the Dies Irae and the ope -
ing of the Rex tremendae would by necessity be frighteningly loud much of the v 
through; the other nine movements would tend to sound reassuringly comfortin 
the Latin text required. Berlioz made sure that the liturgical traditions would be 
respected and that the mood of every section expressed the feelings of the words 
fully and resolutely. His one usage of the 19th-century's advanced formal 
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compositional techniques, the employment of clearly recognizable material from the 
opening, brought back in both the Hostias and in the Agnus Dei, linked the whole 
together into the kind of cyclic composition then pervasive. One of the composers of 
such cycles, Robert Schumann, admired the effects and the aesthetic whole of the 
Requiem "beyond words." 
Scholars who have examined manuscripts of the work find it all but miraculous that 
the result came out so well. The hurried handwriting sometimes scrawls, but the 
musical ideas literally explode off the page. More than one of these scholars has 
called the Requiem Berlioz's least edited, least labored and least carefully consid-
ered composition, and thus the fruit of his purest inspiration. In a composer's life-
time, there sometimes comes a moment when every challenge invites its best possi-
ble answer, when every idea finds its true resolution. One cannot say this about his 
other sacred pieces, even the mature Te deum, but the Requiem works from beginning 
tr: .. . It satisfied the composer and most of his critics, except for those of two gen-
e. ns later, who preferred the small-scale Requiem of Gabriel Faure to the 
grandiose civic ceremony meant for mass participation that the French republic 
commissioned and the composer executed. 
After Berlioz's death, Liszt, Verdi and Brahms all studied this "prodigious and sub-
lime" score, as Liszt referred to it, before undertaking works of their own on a simi-
lar scale. Berlioz's own opinion of the Requiem stands high as a testament to its 
worth. Late in his life he destroyed most of his sketches and many of his early 
works, for he set a standard so high he often could not please himself. When com-
posing, he habitually fell in love with the music he made, but after its performance, 
he became dissatisfied with it. This work, however, allowed him to express his 
humility and pride simultaneously, and even in his own mind, successfully. Though 
his revisions of the work in 1852 and 1857 altered a few peripheral features of it, its 
original conception held firm to the end. He declared in his last years that if some-
one ordered all his works to be burned, he would plead for a reprieve for the 
Requiem. He knew it to be at one and at the same time traditional, seminal, pious, 
original and incomparable. The standard he set there, high as it may have been, 
would be matched in the requiems by Verdi, Faure and Britten, as well as in the par-
aphrase of the Roman Catholic Mass for the Dead, particularly its structure, by 
Brahms in his German Requiem: This may explain why so many concert perform-
ances of these pieces exist. Audiences generally do not find themselves enthused at 
the prospect of sitting through a long piece about death, but when a work of excep-
tional power and quality comes along, they expect to be transfigured by it, and, to 
their pleased surprise, find their expectations surpassed and themselves carried 
aloft by it. 
1 ' e parameter of musical composition with which Berlioz has rarely been asso-
ciated is that of subtlety. I regard this as unfair, since many subtle effects mark all 
his best pieces, but in this regard the Requiem may outstrip all the others. Even in its 
scoring, usually Berlioz's most extravagant manifestation of his ability to overwhelm 
an audience with brilliant sonority, the restraint demonstrated shows his respect for 
the occasion and the spiritual needs of those in the congregation. His most unusual 
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instrumental combinations, notably the flutes against the pedal trombone notes in 
the Agnus Dei, occur very softly and with the special reverence expressing the sacri-
fice of the lamb of God. His control of dynamic levels throughout allows the sound 
to fill the great hall while not interfering unduly with the enunciation of the text by 
the huge chorus. For, while the enormity of the chorus eases its burden to fulfill its 
role without straining individual voices, it adds to the problems of making conso-
nants come forth with full clarity, especially sibilants. Long solo statements by per-
cussion instruments, even by some rarely used in this way, like the bass drum, occur 
at points in the score where their propriety cannot be questioned. The composer 
uses these great massed forces like a series of widely spaced chamber groups in 
awed conversation, as though between humans and angels. 
The one strange feature of the work comes from Berlioz's belief that sopranos and 
altos cannot be usefully subdivided, while tenors and basses can. This often puts 
somewhat of a strain on the male singers, who carry a heavier part of the harm 
load and contrapuntal texture than the females. Nowadays, it seems relatively 
to get ladies to join a chorus but difficult to find men. The Requiem calls for 80 
women and 130 men, a formidable recruiting task. Berlioz talks about this in his 
influential treatise on orchestration, but it does not appear that he persuaded other 
composers to follow his example in this regard. The intricate ways in which he com-
bined instruments, on the other hand, influenced all his successors greatly, and well 
into the 20th century. Only changes in instrument technology changed the course of 
setting large orchestras that Berlioz pioneered in his symphonies, operas, and the 
Requiem. Berlioz's trumpets and/or cornets differed greatly from our instruments of 
the same name, his horns in all keys have been made obsolete by developments in 
rotary valve construction, and the sixteen timpani can be managed by a lesser num-
ber of our machine drums. But the essence of Berlioz's intentions remain clear to 
modern executants. 
For analysts, the biggest surprise about the Grande messe des marts has to be its omis-
sion of any reference to the plainchant sources in the Graduale Romanum. Berlioz 
had previously used the traditional chant for the Dies irae with startling effective-
ness in his inaugural Symphonie Fantastique, but nei'ther it nor any other chant makes 
an appearance here. The originality of every part of this work extends to every 
motive, every melody, every formal structure. In his setting of the first three lines of 
the Dies irae, Quantus tremor and Quando judex into a climax as unprecedented in its 
texture as anything in the work. Then comes the startling tonal shift from the 
Aeolian A minor of the Dies to the bright E-flat major of its Tuba mirum section, the 
distance of a tritone, the most unlikely interval of transposition. This combined 
with the four brass choirs and the brigade of percussion (especially ten cymbals), 
transfigures the mood into something beyond martial, into a depiction of the fin · 
d ',f ju gment. This breaks off into a Mors stupebit setting as dark as the lower regi 
hell, after which the brass reasserts itself in the stentorian Liber scriptus. While eac 1 
section manifests itself as independent and dramatically individual, the whole melts 
into a smooth continuum, down to the final Judicant reponsera sung in half voice, as 
the movement closes, fading to an awestruck silence. 
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for 01e, the Quaerens me has to be the most moving of all the movements. This plea 
for remission of sins, for mercy for the sins of the departed, for all of mankind's 
weakness, in which the chorus sings without the orchestra, demonstrates the com-
poser's.eamestne.ss. in expre~sU:g the humility of the indi:'idual meeting his maker. 
Berlioz s own religious convictions have never been considered to be devout, but his 
ability to place himself in the role of the supplicant cannot be any more complete 
than here. The Offertorium's obsessive A-B flat-A motive around which the orchestra 
weaves an extraordinary fugue, may be the most striking movement musically. The 
textures in the Hostias sound like nothing else I know anywhere. The blissful 
moments in the Sanctus, in which the solo tenor feels himself raised up close to the 
glories of the Creator, may be the most noble point in the work. 
All in all, this major work conveys a sense of sincerity, high seriousness and solemni-
ty,..from the Introit all the way to the series of final Amens that mark it as worthy, not 
0 "- f the occasion for which it had been commissioned, but for all Christian devo-
tio1 o the dearly departed. It stands as the great 19th-century French example of 
such a setting beside Brahms' German setting and Verdi's Italian. Other religious 
traditions may deal with the solemnity of death and its aftermath in differing ways, 
but no theatrical setting of the Roman Catholic Requiem Mass captures its spirit 
more completely or respectfully than the Grande messe des marts, op. 5, of Hector 
Berlioz. 
Joel Sheveloff 
Boston University 
Joel L. Sheveloff began his Boston University career as an Assistant Professor in 1964, was promot-
ed to Associate Professor in 1971 and to Professor in 1996. His degrees are from the City University 
of New York, Queens College (A. B.) and Brandeis University (M.F.A. and Ph.DJ. He has written 
articles on rhythm and meter, the whole-tone scale before Debussy, performance practice, the music 
of Domenico Scarlatti, Mozart, Brahms, Mussorgsky, Ravel, and Stravinsky in The Musical 
Quarterly, Current Musicology, Chigiana, Musica Poetica, Symphony Newsletter, and Critical 
Inquiry. His research interests also include French text setting, notational practices in composition 
and musicological editing, analytical methodologies in disparate styles and Bach's Musical Offering. 
A master teacher, Dr. Sheveloff has developed and taught over fifty different courses, ranging from 
medieval keyboard music to opera to music in the Soviet Union. 
·' 
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ANDREW LITTON conductor 
Andrew Litton stepped down in May as Music Director of the 
Dallas Symphony after twelve successful seasons in which he led 
the orchestra on three European tours, four visits to Carnegie 
Hall, and produced six nationally broadcast television programs 
and 28 recordings in repertoire ranging from Gershwin to 
Maluer. An exh·aordinarily acclaimed recording of the complete 
Rachmaninoff Concertos with pianist Stephen Hough for 
Hyperion won last year's coveted Classical Brits/BBC Critics 
Award. Litton earned the respect and affection of Dallas' music 
lovers. The orchestra's endowment rose from $17 million to over 
$100 million during his tenure. Following Texas-sized farewell 
celebrations, featuring a performance of MalUer's Symphony No. 2, he relocated his 
family to the New York metropolitan area, his birthplace. Litton continues as Musi 
Director Emeritus of the Dallas Symphony and will be returning annually for conce __ · 
at the Meyerson Symphony Center. He also remains Conductor Laureate of Britain's 
Bournemouth Symphony, which he previously led, and will be appearing as guest 
conductor with the major orchestras and opera companies of Europe and North 
America. 
Litton is in his fourth season as the first American Music Director of Norway's Bergen 
Philharmonic, a 242-year-old orchestra once led by Edvard Grieg. He will take the 
Bergen Philharmonic on an extensive European tour this season, including the orches-
tra's 2007 debut at the renowned London BBC Proms, where Litton is a favorite due to 
his prior appearances with the Bournemouth and Dallas orchestras. The Bergen 
Philharmonic makes its first Carnegie Hall appearance in a US tour in 2007 /2008. It 
has active recording relationships with the BIS and Hyperion labels and will be 
recording all the Mendelssohn symphonies, as well as works of prominent contempo-
rary Scandinavian composers. Litton is participating in creating a new Norwegian 
opera company. The Bergen Philharmonic presents a fully staged Tosca as its premiere 
production this season. 
-· 
When he took over the Minnesota Orchestra's Sommerfest four years ago, Litton was 
charged with turning around the flagging fortunes of the 25-year-old summer festival. 
Ticket sales have risen 30% in the last two summers with Litton performing as con-
ductor, piano soloist and chamber musician in a variety of programs including a semi-
staged standing room only Carmen. Litton had an especially busy summer season, 
returning to conduct two concerts with the Philadelphia Orchestra at the Mann 
Center, conducting from the keyboard in a Gershwin Gala with the Chicago 
Symphony at Ravinia, and leading a farewell concert with the Dallas Symphony in its 
final residency at the Colorado Vail Valley Bravo! Music Festival before making his 
debut at the Grand Teton Music Festival in Wyoming. 
Litton's guest appearances this season include debuts with the Zurich Tonhalle, the 
Vienna Tonkunstler at the Musikverein, and the Lahti Orchestra in Finland. He 
returns to the Frankfurt Radio Symphony, the City of Birmingham Orchestra in 
Britain, the Scottish Chamber Orchestra, the National Arts Centre in Canada, and the 
Colorado, New Jersey, and Milwaukee Symphonies, before returning to lead the 
Juilliard Symphony at Lincoln Center's Avery Fisher Hall in April. 
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YEGHISHE MANUCHARYAN tenor 
Yeghishe Manucharyan, tenor, made his Carnegie Hall debut in 
Z003, as Percy in Donizetti's Anna Bolena with the Opera 
Orchestra of New York. He has sung the roles of Riccardo in 
Maria di Rohan by Donizetti at the Wexford Festival, Rodolfo in 
La Boheme in Salerno, Gerald in Lakme with the Opera Orchestra 
of New York, Don Ottavio in Don Giovanni at the New York 
City Opera, Argirio in Rossini's Tancredi at the Caramoor 
Festival, and was soloist in Verdi's Messe da Requiem with the 
Cantata Singers & Ensemble. Mr. Manucharyan opened the 
2006-07 season of the Minnesota Opera as Rodrigo in Rossini's r 
La donna del Iago, and will make his debut at the San Diego Opera in 2008, as 
L.-' ter in Donizetti's Maria Stuarda. He will be heard in Boston in 2008 as Nadir 
iJ rl Fishers. 
A native of Yerevan, Armenia, in 1995 Mr. Manucharyan was engaged by the 
Armenian National Opera as a principal artist, and sang leading roles including 
Belmonte in Die Entfiihrung aus dem Serail, Cassio in Otelia, Cotmt Almaviva in II 
barbiere di Siviglia, Don Ramiro in La cenerentola, Beppe/ Arlecchino in I pagliacci and 
Saro in Anoush. As featured soloist with the State Philharmonic Orchestra from 
1995 to 1998, Mr. Manucharyan performed in various repertoire including Verdi's 
Messa da Requiem, Bruckner's Te Deum, Beethoven's Symphony No. 9, and the 
Berlioz Requiem. 
Mr. Manucharyan graduated from the Tchaikovsky Central Music School in 1988, 
earning a Bachelor of Music in French Horn Performance. He continued his sh1d-
ies at the Komitas State Conservatory, earning a Master of Music in French Horn 
Performance (1993) and in Vocal Performance (1995). As a graduate student at the 
Boston University School of Music Opera Institute, he sang the title role in 
Mozart's La clamenza di Tito, Rinuccio in Gianni Schicchi, and Rodolfe in La, Boheme. 
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ANN HOWARD JONES 
Ann Howard Jones, Professor of Music and Director of Choral 
Activities at Boston University, conducts the Boston University 
Symphonic Chorus and Chamber Chorus, administers the Master 
of Music and Doctor of Musical Arts degrees in choral conducting 
and teaches the advanced choral conducting seminar. Dr. Jones is 
internationally recognized as a distinguished clinician, adjudicator, 
teacher and conductor. 
Professor Jones was associated with the late Robert Shaw and the 
Atlanta Symphony choruses. She was Assistant Conductor for 
Choruses, sang in the alto section, assisted with the Robert Shaw 
Chamber Singers and was one of the organizers of the Robert Shaw Institute. She 
worked with the Festival Singers both in France and in the United States. 
Professor Jones has concluded her twelfth season as conductor of the BU Tanglewood 
Institute Yow1g Artists' Chorus, an auditioned ensemble of eighty high school singers 
who rehearse and perform at Tanglewood. The chorus performs an annual concert 
and collaborated with Seiji Ozawa, John Williams, Craig Smith and Robert Spano in 
various projects undertaken by the Boston Symphony Tanglewood Music Center. 
c 
In 2004-2005, with the Symphonic Chorus and the University Orchestra, Professor 
Jones conducted the Britten War Requiem in Symphony Hall and for the Eastern 
Division Convention of the American Choral Directors Association. She conducted the 
Buffalo Philliarmonic Chorus and Orchestra in an all-Brahms concert in the spring of 
2002 and returned in 2004 to conduct a program that included Mozart's Vespers. In the 
fall of 2005, Dr. Jones conducted the BU Symphonic Chorus and Orchestra in H aydn 's 
The Creation to critical acclaim. In April 2006, she conducted these ensembles at 
Carnegie Hall in a performance of Vaughan Williams' Dona nobis pacem. 
Professor Jones has been a member of the faculty of the University of Illinois, Emory 
University, the University of Georgia, and Wittenbe.rg University, and was a Fulbright 
Senior Lecturer in Brazil. She has been invited to teach and conduct at the University 
of Miami, San Diego State, the University of Missouri, Drake University, Southern 
Methodist University, Central Connecticut State, the University of Nebraska, North 
Texas State and Michigan State. 
Her degrees are from the University of Iowa. She received Boston University's covet-
ed Metcalf Award for Excellence in Teaching in June 2003. 
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DAVID HOOSE 
pavid Hoose is in his twentieth year at the Boston University 
School of Music where he is Professor of Music and Director of 
Orchestral Activities. He is also Music Director of the Cantata 
Singers & Ensemble and Music Director of Collage New Music. For 
eleven years he was Music Director of the Tallahassee Symphony 
Orchestra. David Hoose is a recipient of the Alice M. Ditson 
Award, given in recognition of exceptional commitment to the per-
formance of American music. With Collage New Music, he was a 
2005 Grammy Nominee for Best Performance by a Small Ensemble; 
with the Cantata Singers, a recipient of the ASCAP Award for 
Adventurous Programming; and, as a member of the Emmanuel 
Wind Quintet, winner of the Walter W. Naumburg Award for Chamber Music. He was 
o a recipient of the Dmitri Mitropoulos Award. 
Professor Hoose has also conducted the Chicago Philharmonic, Singapore Symphony 
Orchestra, Saint Louis Symphony, Utah Symphony, Korean Broadcasting Symphony 
(KBS), Orchestra Regionale Toscana (Florence), Quad Cities Symphony Orchestra, 
Ann Arbor Symphony, Opera Festiva l of New Jersey, the Boston Symphony Chamber 
Players, and at the Warebrook, New Hampshire, Monadnock and Tanglewood music 
festivals . He has conducted the Pro Arte Chamber Orchestra and Emmanuel Music 
many times, and has appeared as a guest conductor with Dinosaur Annex, Auros, 
Fromm Chamber Players, Alea III and the Brandeis Contemporary Players. 
Professor Hoose has also several times been guest conductor at the New England 
Conservatory, and has conducted the orchestras of the Shepherd School at Rice 
University, University of Southern California, and the Eastman School. For many sum-
mers, he has conducted the Young Artists Orchestra at the Boston University 
Tanglewood Institute. He has served, and again this summer will serve, on the faculty 
of the Rose City International Conducting Workshop, in Portland, Oregon. His record-
ings may be heard on the Nonesuch, New World, Koch, Delos, GunMar and CRI 
labels. 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
DAVID HOOSE conductor 
The orchestral program of the Boston University College of Fine Arts assumes an integral and centr 1 place of the education of the School of Music's young musicians. The Symphony Orchestra, Chamb:,. 
Orchestra and Wind Ensemble, the three ensembles of the program, perform more than sixteen concerts 
each season, including performances in collabora tion with the opera and choral programs. 
Violin I 
Angel Valchinov 
concertmaster 
Tingchl Huang 
Yu-Jin Choi 
Zaya Tsvetkova 
Katherine Roussopoulos 
Matthew Tobin 
Heather Braun 
Michael Jacobs 
Tatiana Daubek 
Theresa Prokes 
Brittany Uschold 
Jay Youmans 
Kathryn Rooney 
Mina Lavcheva 
Emily Stewart 
Andrea Levine 
James Harris 
Violin II 
Klaudia Szlachta, principal 
Wen-Hsuan Lin 
Shu-I Hsiung 
James Ross 
Yevgeny Kutik 
Charles Nguyen 
Won Jung Choi 
Esther Nahm 
Jude Ziliak 
Lauren Hastings 
Maho Sakai 
Bethany Morris 
Amanda Burr 
Ike Yato 
Jeanie Lee 
Ashton Bush 
Viola 
Alyssa Hardie, principal 
Merrick Nelson 
Yuan-Chun Liu 
Lauren Gage 
Michelle Brune 
Jorja Bagnera 
Joy Grimes 
Sharon Bielik 
Clark Spencer 
Laurel Yu 
Daniel Dona 
Graciela Briceno 
Cello 
Flute 
H yungjung Kwon 
Margaret Griffith 
Zachary Jay 
Yousun Lee 
Oboe 
Benjamin Fox 
Meghan Hynson 
English Horn 
Andrea Heyboer 
Jennifer Feldman 
Clarinet 
Jacqueline Ludwig, principal Molly Walker 
Nara Shahbazyan Peter Bianca 
Hanui Kim Briana Murray 
Brandon Brooks Thomas Weston 
Nailah Conner 
Szu-Ying Hong 
Lauren Sparrow 
Katherine Weissman 
Seung-Yeon Jung 
Isaiah Gage 
Leah Hagel 
Soona Chang 
Bass 
Ilana Whlte, principal 
Nicholai Bobai 
Tony Perry 
Henry Samuels 
Adam Anello 
Tristan Sutton 
Reginald Lamb 
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Bassoon 
Cheng Ma 
Laura Umbra 
Sarah Cryan 
Brandon FJnley 
Horn 
Laura Carter 
Kirk Hartung 
David Gamble 
Yu-Ying Wen 
Elise Taillon 
Alicia Mastromonaco 
Clarissa Nemeth 
Adam Weber 
TfUJilpet 
J(evin Maloney 
J(yra Sovronsky 
Tuba 
Thomas Haggerty 
Dan Bryce 
Timpani 
Wei Chen Lin 
John Beder 
Matthew Bohli 
Ben Tileston 
Luke Short 
F. · abeth Rosner 
I 
I rcussion 
Rebecca Celebuski 
Nicholas White 
Orchestra Managers 
Benjamin Fox 
Margaret Griffith 
Librarians 
Peter Bianca 
Michelle Brune 
Paul Cereghino 
Lauren Gage 
Margaret Griffith 
Tingchi Huang 
Katie Klich 
Howie Reith 
Tess Varley 
OFF-STAGE BRASS 
NORTH 
Trumpet 
Kevin Maloney 
Kyra Sovronsky 
Trombone 
Brandon Bretz-Sciarra 
Andres Leon Rodriguez 
Tuba 
Thomas Haggerty 
Dan Bryce 
SOUTH 
Trumpet 
John Bartnicki 
Kenny Smith 
Bass Trumpet 
Ashley Kerber 
Don Lucas* 
Trombone 
Matt Smith 
Dennis Smith 
Tuba 
Zachary deVries 
Douglas Jacobs 
*School of Music faculty 
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EAST 
Trumpet 
Mark Mashburn 
Eric Roberson 
Trombone 
Jason Stein 
David Roth 
WEST 
Trumpet 
Spencer Aston 
Gregory Lloyd 
Trombone 
Liza Malamut 
Jerome Smith 
BOSTON UNIVERSITY SYMPHONIC CHORUS 
ANN HOWARD JONES conductor 
RYAN MURPHY assistant conductor and rehearsal pianist 
The Boston University Symphonic Chorus is a musical organization made up of students from ten 
foreign countries and thirty-four states. While there has been choral singing at BU since the 1800s 
the chorus, in its present form, was founded in 1993. In its brief history it has performed many ' 
major choral works and has a had a significant collaboration with the late Robert Shaw. 
Soprano I Paige Clark Alto I 
Elise Ackermann Erin Coffey Amanda Bulat 
C. Azelie Aquadro Colleen Decker Rebecca Carden 
Lauren Goodhue Noragh Devlin Franki De La Vega 
Liana Brooke Guberman Bridget Duval Deborah De Laurell 
Olivia Hauck Elissa Edwards Fanny Dufour 
Mariko Henstock Thalia Farietta Elizabeth Eschen 
Rachel Anne Hippert Heidi Freimanis Elizabeth Evans 
Cristin Hoover Maria Gamvas Christine Froomer 
Emily Isaac Marisa Gudrais Ariel Gold 
Jennifer Jacobs Jessica Guglielmo Robyn Hegland 
Genevieve Klim Alexa Haines Kate Henckel 
Katie Lyons Lianna Hamilton Mary Henriquez 
Krista McClellan Beth Harmon Heather Hoopes 
Margaret McGrath Rashida Hassan Cabiria Jacobsen 
Amanda Meier Kathryn Holland Emma Kazarian 
Ilse-Renee Moss Laura Hubbard Kristine Krimpotich 
Kathryn Mueller Tatyana Ilyin Ting-Yin Lee 
Christine Noel Alexandra Kalinowski Yu-Chen Li 
Katherine O'Melia Elizabeth A. Kammler Alexandra Lutkevich 
Jennifer Rose Parker-Sparks Beth Lloyd-Jones Rosemary Lyons 
Veronica Peters Katherine Marcinuk Alee Matus 
Christina Polachek Emily McMillen Amanda Mulhall 
Melissa Riesgo Caitlin McVeigh Belinda Paige 
Emily Noel Schoen Krista Monique McClellan Song-Yi Park 
Elizabeth Smith Jennifer A. Murphy Margaret Pienczykowski 
Jaime Smith Sylvana Opris Jessie Pittuk 
Deana Stein Jennifer Parrish Tara Poplar 
Kailey Walsh Melissa Quintero Jolianne Ray 
Rachel Wilder Jessica Rucinski Erin Salada 
Sarah St. Denis Cassandra Santiago 
Soprano II Samara Shachar-Hendin Tyler Smith Flynn 
Christine Avery Sarah Sunderman Angela Spignese 
Katherine M. Baltrush Teresa Tam Griselda Tomaino 
Erin Beaber Kelley Travers Katie Tyson 
Chelsea Bell Sarah Upton Elana Vasi 
Nadine Braunstein Sydnee Waggoner Ellen Gilson Voth 
Regina Carlo Joanna Wallace Miriam Whatley 
Lauren Chessari Jillian Zingale Allison Wootan 
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Aftoll 
Megan Bell 
Stephanie Budwey 
Jessica Chatterton 
Paige Clark 
Courtney Cordes 
Janet Dunkelbarger 
Samantha Gelfon 
Ashley Harmon 
Ji-Yun Jeong 
Amanda Kabak 
Krista Larson 
Kelly LeBlanc 
Madeline Maglio 
Clare Maloney 
a Mangini 
McCormick 
Alyssa Norton 
Sarah Pfitzer 
Aleksandra Pustilnikova 
Christine Servilio 
Courtney Skuce 
Veronica Tang 
Elizabeth Thomforde 
Rebekah Wilens 
Beth Willer 
Karen Yeats 
Sarah Beth Yoder 
Lindsay C. Young 
Ray Yu 
Tenor I 
Martin Bakari 
Eric P. Esparza 
Miguel Felipe 
Christopher Lucier 
Ryan Murphy 
Ian O'Brien 
Thomas Rockford 
David Romanik 
Daniel Ross 
Francisco Javier Rivera 
S rrat 
( thew Tobin 
othy Westerhaus 
Tenor II 
Emmanuel Atiekuur 
Maury Castro 
Nicholas S. Ferullo 
Nicholas Foster 
Jerel Gangayan 
Terrence Henderson 
Richard Hofmann 
Willis Hong 
Michael McGaghie 
Michael Meinzer 
Ahmed-Mehdi Najm 
Michael Mobilio 
Dan Omphroy 
John Vincent Prestosa 
Philipp Walzer 
Patrick Waters 
Eytan Werman 
Justin Werner 
Hyun Young Woo 
Bass I 
Nathan Bello 
Justin Blackwell 
Mark Buckles 
John S. Condakes 
Christopher Conte 
Paul Cort 
Chet Douglass 
Akira Fukui 
Michael Gallagan 
Peter George 
Aaron Gould 
Dylan G. Jackson 
Sean Jacobsen 
Larry Jones 
David Lee 
David LeValley 
Jason Kahn 
Craig McMahon 
Jamon Maple 
LivanMena 
Cameron Morland 
Michael Nishimura 
Sebastian Remi 
Howard Reith 
Adam Riley 
Joshua Sawicki 
Samuel Steen 
Tim Sullivan 
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Bass II 
Min Young Cho 
Basil Considine 
Jonathan Craft 
Matthew Craig 
David Fried 
Michael J. Georgen 
Luke Hong 
Andrew P. Jordan 
Alain Lafontant 
Alexander Macnow 
Ross Maddox 
Brian Myer 
Calvin Ng 
Michael Peng 
Ben Sherman 
Ensemble Managers 
Christine Noel 
Jennifer Rose Parker-Sparks 
Elizabeth Eschen 
-Creating a Future for t.he ~rt.s ~ An In~tiative . for the 21st Century 
Creating a Future for the Arts 1s an 1rnhative that will recogmze the artistry of the stU--
dents and faculty of the College of Fine Arts by transforming the learning and teachin 
environment into a 21st-Century facility that suitably showcases their talents. We are g 
grateful to these donors who have committed their support to this project. 
$500,000 and above 
Faye G. Stone, Esq. 
$200,000 to $499,999 
Stewart F. Lane and Bonnie Comley 
$100,000 to $199,999 
Harry J. Bardi Irrevocable Trust 
Aram and Jasmine Chobanian 
Read and Andrea McCaffrey 
$50,000 to $99,999 
Friends of School of Music 
J. David Copeland and Friends 
Darrell and Pamela Griffin 
SungEun Han-Andersen 
Friends of the School of Music are a select group of people who, through their annual 
contributions, believe in the importance of supporting gifted student musicians thr 
their educational activities, events, programs, and performances. We invite you to jL , e 
Friends of the School of Music at the College of Fine Arts and help support the talented 
young artists of Boston University. 
$50,000 and above 
Robin and Robert Margeson 
Surdna Foundation, Inc. 
$10,000 to $49,999 
Broude Brothers, Ltd. 
Ors. Jolm A. and Harriet S. Carey 
Darrell and Pamela Griffin 
Mrs. Jacqueline D. Vaughan 
Ms. Virginia E. Withey 
The Estate of Sherman B. Zelinsky 
$5,000 to $9,999 
Boston Organ & Piano 
Dr. and Mrs. Thomas R. Castle 
Clovelly Charitable Trust 
Mr. and Mrs. Richard Grausman 
Mr. John H. Sterne 
The Ushers and Programmers 
. Committee 
Ms. Diane Young 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Mr. and Mrs. L. P. Byler 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Mr. and Mrs. Eugene L. Brown 
Ms. Dorothy D. Cameron 
Richard D. Carmel Charitable 
Remainder Trust 
Mr. Frank A. D'Accone 
Mrs. Margaret May Darnen 
Mr. Henry Davis, Jr. 
Mrs. Ann B. Dickson 
Chet and Joy Douglass 
Dr. Richard W. Ekdahl 
Jenny Shader Hersch 
Mr. Blake W. Hinson 
Phyllis and Robert Hoffman 
Mr. and Mrs. Dmitri Ilyin 
Larry G. and Ann Howard Jones 
Mrs. Ellen B. Kazis-Walker 
Mr. and Mrs. Dean Kehler 
Mr. Robert E. Krivi 
Dr. Jimmie L. Jackson 
Ms. Maureen Meister 
Mr. Robert M. Pease 
Mr. Keith Snell 
Mrs. Nancy L. Trentini 
Ms. Virginia E. Withey 
$250 to $499 
Mr. Samuel H. Adler 
Ms. Paula J. Bishop 
Mr. Fred A. Bronstein 
Mrs. Judith C. Brownell 
Mr. and Mrs. Salvatore j . Cania 
Ms. Beth S. Chen 
Dr. Lillie M. Kumar Lisa and Michael Coran 
Mr. John E. Loveless Mr. Clifford R. Eisler 
Gloria Narramore Moody Foundation, Ms. Joan Ellersick 
Inc. Mr. and Mrs. Stephen B. Esko 
Ms. Andrea Okamura Mr. John W. Fish, Jr. 
Mrs. Amy Abrich Shemin ,..· Mrs. Carolyn B. Fowles 
Ms. Helen J. Steineker Mr. Jackson B. R. Galloway 
Ms. Courtenay Brandreth Symonds Mrs. Ruth E. Hathaway 
Avedis Zildjian Company Ms. Julia A. Hennig 
Ms. Craigie A. Zildjian Mrs. Faria H. Krentzman 
Mr. and Mrs. Robert J. Maganuco 
$500 to $999 Mr. William S. McMillan 
Dr. Apostolos A. Aliapou!ios 
Mr. Bradley M. Bloom 
Ms. Elizabeth H . Bower 
Dr. Edna L. Davis 
Ms. Deborah K. Delano 
Mr. Eugene Guberman 
Holbrook Family Foundation 
Colonel Capers A. Holmes, 
USAF(Ret.) 
Mrs. Marnie D. Mitze 
Ms. Elaine Murphy 
Newburyport Choral Society 
Mr. Craig Franklin Schreiber 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotni 
Mr. John Alan Wickey 
Dr. and Mrs. Egon P. S. Zehnder 
TI1is list represents donors who have generously supported our programs for the past twelve months, as of March 19, 2007. Due 
to program deadlines, some donor names may be absent from this list. We thank you for your understanding. For more infon11a-
tio11 on how you can support the Boston University College of Fine Arts and School of Music, please contact Chris Santos, 
Director of Development and Alumni Relations, Boston University College of Fine Arts, 855 Commonwealth Avenue, Boston, 
MA 02215, at 61 7-353-2048 or ccsantos@bu.edu. 
20 
JJOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
-sTJiiNGS 
sieven Ansell viola* 
Sdwin Barker double bass* 
CathY Basrak, viola 
Bonnie Black pedagogtj* 
Lynn Chang violin 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Jlayla Keyes violin• 
J'dichelle LaCourse viola* 
Lucia Lin violin* 
Malcolm Lowe violin 
oana Mazurkevich violin 
Yuri Mazurkevich violin* 
Ikuko Mizuno violin 
Richard Mackey horn 
Thomas Martin clarinet 
Richard Menaul horn 
Craig Nordstrom clarinet 
Elizabeth Ostlingflute 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero bassoon 
Eric Ruske horn* 
Robert Sheena English horn 
Ethan Sloane clarinet* 
Samuel Solomon percussion 
Jam es Sommerville horn 
Linda Toote flute 
John Muratore, guitar PIANO 
Ge Neikrug cello++ Jonathan Bass* 
J1 rleans double bass Anthony di Bonaventura* 
Lh: arnas cello Maria Clodes-Jaguaribe* 
Ann Hobson Pilot harp Linda Jiorle-Nagy 
Barbara Poeschl-Edrich harp Randall Hodgkinson 
Michael Reynolds cello* Michael Lewin 
Rhonda Rider cello Victor Rosenbaum 
Todd Seeber double bass 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell, lute 
Marilyn McDonald 
Baroque violin 
Emlyn Ngai Baroque violin 
Martin Pearlman* Baroque 
ensembles 
Robinson Pyle 
natural trumpet 
Marc Schachrnan 
Baroque oboe 
Jane Starkman 
Baroque violin, viola 
Daniel Stepner 
Baroque violin 
Peter Sykes* harpsichord 
MUSICOLOGY 
MUSIC EDUCATION 
Bernadette Colley 
Andre de Quadros* 
Joy Douglass 
David Hebert• 
Warren Levenson 
William McManus• 
James Merenda 
Sandra Nicolucci* 
Anthony Palmer 
Charlene Ryan 
Evan Sanders 
Steven Scott 
CONDUCTING 
Bruce Hangen 
David Hoose* 
Ann Howard Jones* 
David Martins 
Scott Metcalfe 
Roman Totenberg violin++ 
Michael Zaretsky viola 
Peter Zazofsky violin• 
COLLABORATIVE PIANO Victor Coelho* 
OPERA INSTITUTE 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels* 
Ruth Benson Levin 
William Lumpkin* 
Adam McLean 
Robert Najarian 
Betsy Polatin 
Christien Polos 
Maria Spacagna 
Jeffrey Stevens 
Georgia Tabor 
Allison Voth* 
WOODWINDS, BRASS, 
and PERCUSSION 
Laura Ahlbeck oboe 
Ken Amis tuba 
Shiela Kibbe* 
Robert Merfeld 
ORGAN 
Nancy Graner! 
Peter Sykes• 
Peter Chapman trumpet VOICE 
Geralyn Coticone flute Michelle Alexander 
Doriot Dwyer flute Sarah Arneson• 
Terry Everson trumpet* Michael Beattie 
John Ferrillo oboe Penelope Bitzas* 
Richard Flanagan percussion Kendra Colton 
Joseph Foley trumpet Sharon Daniels* 
Timothy Genis percussion James Demler• 
Ian Greitzer clarinet Simon Estes* 
Ronald Haroutounian Jodi Goble 
bassoon Phyllis Hoffman* 
Scott Hartman trombone Frank Kelley 
John Heiss flute Susan Ormont 
Gregg Henegar bassoon Jerrold Pope • 
Daniel Katzen horn Maria Spacagna 
Renee Krimsier flute 
Lynn Larsen horn 
Don Lucas trombone* 
COLLEGE OF FINE ARTS ADMINISTRATION 
Wail' · sner, Dean ad interim 
An{ Quadros, Director, School of Music 
Inn 1 a, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Ellen Carr, Exemtive Director of External Relations 
Chris Santos, Director of Development and Alumni Relations 
Jean Connaughton, Public Relations/Marketing Associate 
Colleen Walsh, Development and Alumni Relations Associate 
Brita Heirnarck* 
Thomas Peattie* 
Joshua Rifkin 
Andrew Shenton• 
Joel Sheveloff* 
Jeremy Yudkin* 
THEORY and 
COMPOSITION 
Martin Amlin* 
Theodore Antoniou• 
Deborah Burton • 
Richard Cornell* 
Lukas Foss 
Osvaldo Golijov 
Samuel Headrick* 
David Kopp* 
Rodney Lister• 
Elena Roussanova Lucas 
Timothy Melbinger 
Ketty Nez• 
John Wallace• 
Steven Weigt• 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick 
Jodi Goble 
Phillip Oliver 
David Richardson 
Michael Sponseller 
Lorena Tecu 
*Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
SCHOOL OF MUSIC ADMINISTRATION 
Mary P. Squiers, Executive Operations Officer 
Tracy A. Rider, Director of Admissions and Student Affairs 
Anthony Enslow, Executive Assistant 
Whitney Guy, Acting Manager of Production and Performance 
Diane McLean, Stage Manager 
Martin Snow, Keyboard Technician and Restoration 
Roberto Toledo, Recording Studio Manager 
Chris Wilson, Recording Engineer 
Kris Sessa, Librarian 
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Boston University School of Music 
UPCOMING EVENTS AND PERFORMANCES 
Wednesday, April 11, 8:00pm 
Thursday, April 19, 7:30pm 
Friday, April 20, 7:30pm 
Saturday, April 21, 7:30pm 
Sunday, April 22, 2:00pm 
Friday, April 20, 6:30pm 
Monday, April 23, 8:00pm 
Thursday, April 26, 8:00pm 
Collaborative Composition Project 
Student compositions premiered by student 
performers from the School of Music 
MARTIN AMLIN director 
SHIELA KIBBE director 
Tsai Performance Center 
Giacomo Puccini's La Boheme 
WILLIAM LUMPKIN conductor 
SHARON DANIELS stage director 
Tickets: $20, $15 
Box office: 617.933.8600 
or www.BostonTheah·eScer 
Boston Universi f:tJ Theatre, Mai1. ge 
Boston University Trumpet Ensemble 
TERRY EVERSON director 
Works by Sofia Gubaidulina, William Schmidt, 
Nathan Tighe, and Terry Everson 
CFA Concert Hall 
Faculty Recital Series 
ED GAZOULEAS viola 
PEI-SHAN LEE piano 
Sonatas by Brahms and Shostakovich 
Tsai Performance Center 
Boston University Wind Ensemble 
DAVID MARTINS conductor 
Bremer Early Light 
Schmitt Lied et Scherzo 
Nez take time (World Premiere) 
Mahr Endurance 
Cichy First Flights 
Tsai Performance Center 
Friday, April 27, 8:00pm Boston University Symphony Orchestra 
DAVID HOOSE conductor 
Featuring winners of the Boston University Soloists Competition 
WEI CHEN LIN marimba 
KEVIN MALONEY tru et 
TOMA POPOVIq o 
Tsai Performance Lertter 
Boston University Theatre, 264 Huntington Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
www.bu.edu/cfa 
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Boston University School of Theatre 
UPCOMING EVENTS AND PERFORMANCES 
Wednesday, May 2, 7:30pm 
Thursday, May 3, 7:30pm 
Friday, May 4, 8:00pm 
Saturday, May 5, 8:00pm 
Sunday, May 6, 2:00pm 
Wednesday, May 2, 7:30pm 
Thursday, May 3, 7:30pm 
Friday, May 4, 8:00pm 
Saturday, May 5, 2:00pm and 8:00pm 
Red Noses 
By Peter Barnes 
Directed by Jim Petosa 
Boston University Theatre, Mainstage 
The American Clock 
By Arthur Miller 
Directed by Bridget Kathleen O'Leary 
Boston University Th. 
Lane-Comley Studtu 10 
Boston University School of Visual Arts 
UPCOMING EVENTS 
Through Friday, May 4 
Friday, April 13-Sunday, May 6 
Interface 
Sherman Gallery at Boston University 
MFA Student Exhibitions 
Opening Receptions: 
Friday, April 13, 6:00-8:00pm 
MFA Painting Exhibition 
808 Gallery 
MFA Graphic Design Exhibition 
BUAG at the Stone Gallen} 
MFA/BFA Art Education Exhibition 
Commonwealth Gallery 
For more information on these events, please visit us online at www.bu.edu/cfa 
Boston University Theatre, 264 Hw1tington Avenue 
Sherman Gallery, 775 Commonwealth Avenue 
808 Gallery, 808 Commonwealth Avenue 
Commonwealth Gallery, 855 Commonwealth Avenue 
BUAG at the Stone Gallery, 855 Commonwealth Avenue 
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what's happening at the College of Fine Arts 
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